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Statement
“I do my hair toss check my nails, baby how you feeling? Feeling good as hell”–
Lizzo, “Good as Hell”, Cuz I Love You, 2019.
My work is about self-acceptance and body positivity. I am learning to love and
accept my own body and channel this personal growth into my ceramics.
Reacting to media images of celebrity culture and the movement of fabric in
Couture runway fashion shows, I am deeply impacted by contemporary
American beauty ideals. Utilizing Hip-hop’s cultural messages of defiance and
historical platform for presenting underrepresented voices, song titles and slang
become titles for my work, in order to be assertive.
My sculptures mimic parts of my body, through folds and undulations. Stains
and under-glazes allow me to bring in my fashion inspired print and fabric
surfaces. Gold luster is used to symbolically reference high self-confidence as
well as the great monetary value society places on wealth and status, especially
as seen through Hip-Hop’s cultural underpinnings.

Baddie
Ceramics
2018

My body is a drug and you need it
Ceramic, Glitter
2019

I have no free time, all my shit is expensive
Ceramic, Glitter
2019

Fuck a snack, I’m the whole damn
meal
Ceramic, Gold Luster
2019

Who would wanna hide this?
Ceramic, decals
2020

Hit them with the good-good
Ceramic, gold luster
8 x 8 x 7 in

WAP
Ceramic, gold
luster
8 x 8 x 5 in

I keep it juicy, I eat that lunch
Ceramic, gold luster
12 x 9 x 7 in

If I’m shinning, everybody gonna
shine
Ceramic, glitter
9 x 7 x 5.5 in

Fuck a 9 to 5, I was born to be a leader
Ceramic, decals
10 x 12 x 5 in

Body, ody, ody, ody
Ceramic, glitter
28 x 24 x 20 in

Excuse me while I feel myself
Ceramic, decals, glitter
36 x 20 x 15 in

The Dinner Party Worth Fighting For

Andrea Clary
Art 617 MFA Graduate Seminar
Dr. Jane Chin Davidson
March 18, 2019
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Over one hundred thousand people crowded into the San Francisco Museum of Modern
Art in March 1979 to view the monumental installation of Judy Chicago’s, The Dinner Party
(1974-79). That day was groundbreaking for feminist art. Chicago planned on going on a nineyear tour around the United States and abroad. After a couple of successful months, the museum
tour was cancelled. Judy Chicago’s The Dinner Party was known as a very controversial
installation with its pornographic imagery, which has led to many critics bashing her artwork.
Chicago was left fighting for spaces to show her installation because of the influences of the art
criticism and judgment in a hegemonic form.
The Dinner Party is an equilateral triangle dinner table with thirty-nine dinner settings
measuring forty-eight feet long on each side. Each setting has a unique ceramic dinner plate as
well as intricate needlepoint runners. The thirty-nine ceramic plates are influenced by important
women in the Western cultural history up until the 1970s. An example of some historical women
are; Susan B. Anthony, Emily Dickinson, Georgia O’Keeffe, and Virginia Woolf. The fourteen
inched plate contains vulgar imagery. They are floral, butterfly, and vaginal like textures in
which each one is influenced based off of the women it is representing. Chicago wanted The
Dinner Party to combine “images of traditional women which are symbolized by china painters
with radical women who are representing by those who were politically active at each place
setting.1 She wanted to make a point that the women are consumed by history. The dinner plates
were not meant to be flat on the table but to be raised up like they are rising up to speak from
their confinement. The place runners are beautifully hand embroidered with each of the women’s

Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California Art
History,” Sexual Politics Judy Chicago’s Dinner Party in Feminist Art History (UCLA at the
Armand Hammer Museum of Art and Cultural Center, University of California Press, 1996) 66.
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name on them, as well as utensils and a goblet with a gold interior. Underneath the table is made
up of over two thousand porcelain triangle tiles called The Heritage floor. All over the floor in
gold luster are nine hundred and ninety nine names of more influential women throughout
history. The Dinner Party represents one thousand and thirty eight women who achieve so much
throughout history. Chicago states:
I began working on The Dinner Party in 1974, and the concept for the
piece gradually evolved during the first two years of my work on
it…My original idea of representing the history of women in Western
civilization took on the additional meaning of a reinterpretation of
The Last Supper. I thought, ‘men had a last supper, but women have
had dinner parties.2
Instead of just one lateral dinner table for thirteen women she makes three of them and places the
table into a triangle. The shape of a triangle is very symbolic to women as it represents the shape
of our vulva. The work’s emphasis on the achievements of great women, as well as Chicago’s
expressed desire to create a “masterpiece.” 3 Since there were no women attributed to the
‘masterpiece’ in art history. The monumental installation is very empowering for women’s
history. Chicago worked with four hundred volunteers both women and men. They all had skills
in china paint, needlework, and ceramics. Most of the women who volunteered were feminist
artists as well. Chicago wanted to achieve recognition in the mainstream art world with the use

Nancy Ring, “Identifying with Judy Chicago” Sexual Politics Judy Chicago’s Dinner Party in
Feminist Art History (UCLA at the Armand Hammer Museum of Art and Cultural Center,
University of California Press, 1996) 128.
3 Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California Art
History,” 71.
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of domestic craft techniques and female body imagery to address specifically feminist content.

4

The Dinner Party was a huge collaborative piece but Chicago had all final control over all design
decisions. There was a potluck with all the volunteers on a Thursday night to celebrate Chicago’s
thirty ninth birthday. There is a photograph included in the exhibition of them sitting around a
large table with colorful plates and beer cans. For many women The Dinner Party offered an
empowering opportunity to work with others on a project they believed in. 5 Chicago brought
together a community to create this heroic installation.
Chicago’s installation first was on view at the San Francisco MOMA, which
broke records on the most visits on an opening night. After San Francisco she continued her tour
but only for three more successful months then the tour was cancelled. Even though her
installation drew in the crowds it was the art critics who ended her tour. They were shocked at
the dinner plates representing the female anatomy, calling it pornographic and comparing the
installation as craft instead of art. That left Chicago seeking new spaces to continue to show The
Dinner Party. The installation went on and toured in six different countries in sixteen different
venues. When the tour ended in 1988, The Dinner Party ended up in storage. In 2007 Elizabeth
A. Sackler Center for Feminist Art in the Brooklyn Museum made The Dinner Party a
permanent exhibition. Why was this monumental installation in storage for so long? Due to the
critics and some Politicians trying to stop Chicago from showing this installation. They believe
that the show was too pornographic, and in some Museum’s, just too crafty. The dinner plates
were not pornographic but focused more on empowering women through vulva textures. Mostly
because we are surrounded by phalluses which are never considered pornographic. The goal of

Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California Art
History,” 61.
5 Ibid, 69.
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feminists exploring the notion of a “female imagery” in women’s art was to identify a positive
mode of representing the female body in order to reclaim it from its patriarchal construction as
passive objects.6 What is the difference of a nude women in an art piece then Chicago’s
“pornographic” plates? It is mainly because it was made by a man. Linda Nochlin’s “Why Have
There Been No Great Women Artist?” states:
That there is a different kind of "greatness" for women's art than for
men's, thereby postulating the existence of a distinctive and
recognizable feminine style, different both in its formal and its
expressive qualities and based on the special character of women's
situation and experience.7
Women have different situations than men do. Feminist art is going to be different from male art.
What is more acceptable in the museum hierarchy is the male art because they have the power in
the museum. Hegemony is a leadership or dominance. Male hegemony is present in the art
world. Critics review The Dinner Party as low art compared to high art based off of how this
installation was made. Chicago’s materials consisted of ceramic porcelain, needlework, and
china paint. Chicago’s integration of media associated with women’s labor in the domestic
sphere into this monumental artwork produces an explosive collision between aesthetics and
domestic kitsch.8 The aesthetics are with the high art museum, and the domestic kitsch are with
women working on ‘crafts’ at home. It is clear that Chicago’s decision to use many different

Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” Sexual Politics
Judy Chicago’s Dinner Party in Feminist Art History (UCLA at the Armand Hammer Museum
of Art and Cultural Center, University of California Press, 1996) 97.
7
Linda Nochlin, “Why Have There Been No Great Women Artists?” Vivian Gornick and
Barbara K.Moran, eds. Women in Sexist Society: Studies in Power and Powerlessness (NY:Basic
Books, 1971) 3.
8 Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 87.
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techniques and styles of needlework, as well as china painting to “call attention to women’s
unrecognized heritage”, challenged the prevailing modernist structures of critical judgement. 9
China painting is a process in ceramics to gain color to your ceramic work. In the ceramic art,
this is not considered as low art. Chicago was clear that she wants The Dinner Party to be
viewed as high art, and that she still subscribes to this structure of value.10 It however was
viewed as housewives techniques or domestic women’s crafts. The feminist’s first reaction is to
swallow the bait; hook, line and sinker, and to attempt to answer the question as it is put: that is,
to dig up examples of worth or insufficiently appreciated women artists throughout history.11 It
does not matter that Chicago was trying to show the influential women in history, it was the
aesthetic of the installation that art critics had the problem with. One critic wrote for Times
magazine that The Dinner Party is “mainly cliché with colors worthy of a Taiwanese souvenir
factory. In terms of taste, The Dinner Party is no better than mass devotional art.”12 Other critics
compare the installation to Penthouse or Playboy. Going back to Nochlin’s “Why Have There
Been No Great Women Artist?” feminist art has a different style. Since that style of art has no
place in the museums, there has been no great women artists because women are incapable of
greatness.13 Then, Chicago makes this monumental installation of over one thousand of the
greatest women in history, but the male hegemonic form are the ones to say it is not good
enough.
The Dinner Party is known to be the greatest feminist artwork of all time. The heroic
installation drew record-breaking crowds almost everywhere it was shown. So why was

Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 89.
Ibid, 88.
11 Linda Nochlin, “Why Have There Been No Great Women Artists?” 3.
12 Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 88.
13 Linda Nochlin, “Why Have There Been No Great Women Artists?”
9
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Chicago’s museum tour cancelled after three months of a successful run? Who has the upper
hand in the museums? The Dinner Party makes it clear, the exploration and reclaiming of
women’s sexuality had most often taken place within feminist art practice through the
representation or enactment of the female body.14 Chicago’s installation is symbolizing
influential women in our history. She represented them through a body part that only females
have that was taken by the male gaze to be seen as sexualizing women. Chicago took that and
made it to empower women. The Dinner Party testifies to the importance of these questions of
defining subjectivities and sexualities, of political agency, of women’s desires and erotic
experiences.15 This was supposed to define the positive females identity. Yet, the women have
the power to exaggerate them, to distill them, and to reinvent them according to her own desire.16
Women are in charge of their own body and do not need any criticism on how we choose to
display our bodies. Chicago choose to make the ceramic porcelain plates to resemble the vulva in
order to regain the power that women need to have over their own body and not be viewed
sexually. People in charge of the museums did not care that it was bringing huge crowds in but
how it was interpreted by the viewers. Does the upper class have the power in the museums? In
Henri Lefebvre, The Production of Space, he mentions that the notion of the production of space
as concrete as possible right away, and to show how the class struggle is waged under the
hegemony of the bourgeoisie.17 Everything about Chicago’s The Dinner Party resembles

Amelia Jones, “Sexual Politics: Feminist Strategies, Feminist Conflicts, Feminist Histories,”
Sexual Politics Judy Chicago’s Dinner Party in Feminist Art History (UCLA at the Armand
Hammer Museum of Art and Cultural Center, University of California Press, 1996) 22.
15 Ibid, 23.
16 Susan Kandel, “Beneath the Green Veil: The Body in/of New Feminist Art,” Sexual Politics
Judy Chicago’s Dinner Party in Feminist Art History (UCLA at the Armand Hammer Museum
of Art and Cultural Center, University of California Press, 1996) 198.
17 Henri Lefebvre, The Production of Space, tr. Donald Nicholson-Smith (Malden, MA:
Blackwell, 1991) 59.
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women; the triangle table, the triangle porcelain tiles on the floor, and the ceramic vulva plates.
When critics related her work to the pornographic, Penthouse and Playboy, the museums were
backing out. They did not want to be associated with pornography. The work has been
controversial, both within feminist circles and in the broader context of the mainstream art
world.18 They could not get past the vulva imagery to see the main importance of this piece.
Clearly this piece is way more than that. Through their manipulation of abstract space, the
bourgeoisie’s enlightened despotism and the capitalist system have successfully established
partial control over the commodity market.19 Museums did not like the reviews of this piece so
they had no choice than to show Chicago’s installation. Right winged politicians and feminist
writers have joined in the criticism of The Dinner Party, the former charging that the work’s
sexual imagery is pornographic, the latter expressing concerns that such imagery reinforces
body-based sexual stereotypes. 20 They cancelled her on mid-tour because they did not want to be
known for showing “pornographic” imagery. Chicago uses the metaphor of female sexual power
to represent the shared experience of women attempting to gain internal strength to resist the
oppression of male-dominate social institutions.21 When the tour was over in 1989, Chicago had
hopes that it would be a permanent exhibition for the museum at University of Washington, DC.
There was money put into a new building where they were going to host the installation. When
word got out that the board was building a new building for the piece people reached out and
explained that this is controversial artwork. Then, there was a huge misunderstanding about
Amelia Jones, “Sexual Politics: Feminist Strategies, Feminist Conflicts, Feminist Histories,”
24.
19 Henri Lefebvre, The Production of Space, tr. Donald Nicholson-Smith (Malden, MA:
Blackwell, 1991) 62.
20
Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California
Art History,” 48.
21 Amelia Jones, “Sexual Politics: Feminist Strategies, Feminist Conflicts, Feminist Histories,”
28.
18
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where the money was going to come from to budget the new building. All of a sudden, they cut
ties with Chicago and The Dinner Party. That left Chicago putting the installation into storage.
Not until 2007 it was finally out of storage and placed at the Elizabeth A. Sackler Foundation at
the Brooklyn Museum. It is permanently exhibited in the Elizabeth A. Sackler Center for
Feminist Art.
If you cannot beat them, join them. Having a place for just feminist art is taking away all
the power that other museums have over feminist artwork. Elizabeth A. Sackler is an activist for
the art. In 2007 is when she founded the Elizabeth A. Sackler Center for Feminist Art. It was the
first museum center that was only for female artists and feminist art. Judy Chicago’s The Dinner
Party became the centerpiece of the Center. Chicago’s installation in the center is beautifully lit,
with dramatic spotlights. The ceiling is a triangle mimicking the table, and the lighting is in a
triangle form. When you enter the installation you feel like it is just you and all the thousands of
women who are being represented. You have this intimate moment with The Dinner Party where
the Elizabeth A. Sackler Center presented it so well. An art historian, Dr. Laura Meyers, stated
that The Dinner Party was one of the most ambitious and best-known works to emerge from the
feminist art movement of the 1970s.22 Chicago wanted to empower and have a piece that
symbolizes women throughout history and when you engage with this monumental installation
you can feel the empowerment.
Judy Chicago’s The Dinner Party, is a feminist masterpiece. It is known to be one of the
most controversial artwork pieces’ of all time. She was a part of the feminist art movement in the
1970s. Women getting together to make art to tell their stories through the visual arts and coming
together to make sure they are seen in the galleries and museums. Women engaged in other
Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California
Art History,” 48.
22
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activities that reflected an understanding of the need for and possibility of empowering women in
the practice of visual art making.23 Chicago brought together a community, mostly of women, to
help her tell the stories of over a thousand important women in the Western history. She
presented this “her-story” in a populist form on that is didactically and decoratively accessible,
the piece attempts to reach the largest possible audience with its utopian message of women’s
greatness.24 Chicago had to fight through the male hegemonic form. Where a woman was
achieving some greatness at this time and creating a movement that they were not ready for. She
had to advocate for spaces to show her installation when people in the museums backed out
because they did not want to be associated with the “pornographic” imagery. After all that, The
Dinner Party drew in the biggest crowds. Over fifteen million people have seen the monumental
installation today. Even today she is still defending her installation from art critics. The Dinner
Party makes the female body not an object but the Subject with the vulvar imagery in the dinner
plates. Critics wanted to sexualize the installation but that was not Chicago’s intentions. The
Dinner Party’s synthesis of finish fetish and feminism is thus fraught with contradictions,
embodying the artist’s own conflicting objectives and mirroring the dilemmas of a society that is
driven by the desire for mastery and achievement yet hungers for the comfort of human
communion.25 She wanted the ceramic plates and the embroidery runners to empower women to
take ownership of their bodies and not just have it be objectified by the male gaze. The plates
were not pornographic, they were in a vulva form but not to be sexualized. It was to show the

Laura Cottingham, “Eating from the Dinner Party Plates and Other Myths, Metaphors, and
Moments of Lesbian Enunciation in Feminism and Its Art Movement,” Sexual Politics Judy
Chicago’s Dinner Party in Feminist Art History (UCLA at the Armand Hammer Museum of Art
and Cultural Center, University of California Press, 1996) 216.
24 Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 108.
25 Laura Meyer, “From Finish Fetish to Feminism: Judy Chicago’s Dinner Party in California
Art History,” 71.
23
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power and the importance of women who helped to change the male hegemonic ways. After her
tour with The Dinner Party, which ended in 1989, it sat in storage for eighteen years. Finally in
2007, Elizabeth A. Sackler Center for Feminist Art open up and The Dinner Party found a
permanent home. Chicago’s installation was the centerpiece of the new museum for women
artists and feminist art. The installation opened its doors with women artists. Chicago paved the
way for women who can now make the kind of art that they want to make. She has been an
enormous inspiration and fought multiple battles for what she believes in. Chicago knew exactly
what she wanted and never took no for an answer. In 1980 People magazine did a spread on
Chicago and The Dinner Party that was headlined “Sassy Judy Chicago Throws A Dinner Party,
but the Art World Mostly Sends Regrets”. The photograph of the spread has Chicago sitting in
front of her piece with her tongue out as a gesture to all the conservative critics. Not all art critics
bashed the installation, some women critics wrote about The Dinner Party saying that it is
sumptuous, fascinating, tactile, sensuous, rich, stately, inspiring, and awesome. Also, that it was
a unique celebration of unity and is so mind expanding and heart opening, so detailed in cultural
research, and so multi-dimensional in scope that it will help you change your life. 26 Referring
back to Nochlin, feminist artists have a different style. Chicago’s reviews were so controversial
because she had a different style then to what the critics and museums were used to seeing. Still
till this day, Chicago is being criticized. If it is not her choice in imagery, then it is her choice in
representing the women. Chicago started this installation in 1974 and finished in 1979. She only
had limited research on Westernized historic women at the time. Sadly, most of the influential
women that we know today that we think Chicago should have mentioned in The Dinner Party,
had no documentation back in the 1970s. Things were different then they are now. Maybe

26

Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 89.
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Chicago was ahead of her time. What if she made The Dinner Party a couple years ago? What
would the outcome be, and how many women would be mentioned in the installation? We can
only ask ourselves those questions. Chicago and her colleagues would benefit from respecting
these important “mother figures” for the chances they took at a time when no one took women
artists or women’s issues seriously and for the mistakes they were not afraid of making.27 Judy
Chicago’s The Dinner Party helped pave the way with feminist artists. Her worked inspired,
empowered, and caused a huge movement in the art world for women artists today.

27

Amelia Jones, “The “Sexual Politics” of The Dinner Party: A Critical Context,” 109.
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